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Ibert Lee and Hogan's Heroes (Gerty 
Hogan on pedal-steel guitar, Pete 
Baron on drums, Brian Hodgson on 
bass and Pete Wingfield on 
keyboards) recently recorded a spesi 
masterclass including a backing track 
exclusively for gt, and when I first got to hear 
the stuff it Just sounded like Albert being Albert - 
but boy. was 1 in for more than a few surprises! It 
took me ages to figure out positions for certain 
Hicks (Albert shifts freting band position at a 
frightening rate, and even if you see him live its 
stil difficult to follow by eye) so figaring out how 
the sounds heard match up with where his hands 
are generally involves a reasonable amount of 
speculation. Anyway, in the process | often found 
myself discovering at least two or three ways of 
performing a given lick - only one way seemed to 
sound like Albert (that's what I wrote down for 
you, of course); another approach or position 
would seem valid while yet another tack wouldn't 
sound at all like Albert, but Pd like what Pá just 
discovered. 1 was learning so much cool stuff by 
experimenting, and that's what we teachers are 
persistently suggesting that you do as well. There 
are a vast amount of amazing moves contained in 
Albert's couple of minutes’ worth of playing as 
heard on this month's special performance of the 
tune humourously entitled ‘Why Not? Allow me 
to be your guide, if | may. 


‚performance notes 
je format is simple enough: an 8-bar vamp for 
an Intro where Albert plays double-stops and, 
although we'll come across a lot of hybrid picking 
later on, here I think it's Just simple plectrum 
stabs. After that it's just straight ahead: three 23 
call it AAA if you will ~ plus a 
slightly jazzy outro including a couple of repea 
and final ‘bosh’ 

When I interviewed Albert for gt. | asked him 
if he'd listened to much Django Reinhardt, to 
which he basically said, “no” but suggested that 
those who influenced him directly may have done 
κο themselves. | mention this by virtue of a brief 
show of Django-style chromaticism in bars 10 and 
23 (bar 8 hints at it too). Bar 13 particularly 
sounds very “Chet, and Mr Atkins was indee 
influenced by Django. 

Bar 12 is the first sight of one of Albert's 
trademark licks: two identical pitches (a unison) 

yed on adjacent sr 
open string, 

Bar 16 is frankly a bit messy. There's some 
handling noise before Albert rhythmically strikes 
the strings to maintain good timekeeping and a 
steady flow - is that such a bad thing? 
Incidentally, careful listening 10 what Albert 
actually plays in ‘cliffhanger moments’ reveals 
an inconceivable level of proficiency - Albert's 
ability to weave and dodge his way around and 
escape tricky situations is truly mind boggling! 

In bar 19. Albert nlavs the minor 3rd follows 


bar sections 


one is typically an 


Country Boy Albert Lee gives us the full monty in this month's 
masterclass — the whole circus act, in fact. 


by the sweeter-sounding major Ind (Bs to B 
against G); this he does frequently, typically 
following that with an accompanyin move: root 
down to the 7 (sometimes chromatically via the 
major 7th). Interestingly, Albert sometimes fellows 
on by sliding the #7 note down to the 6th and 
then he hammers and pulls off between those two 
notes, as can be observed leaving bar 43. Exiting 
bar 48, Albert performs a similar manoeuvre, but 
there i’ straight from the root to the 6th.. 

in bar 20, Alber places a partial barre across a 
trio of strings, most typically the 4th-2nd stings, 
and i's a kind of pivoting or rubber-stamping 
motion that’s needed (here the notes mustn't bleed 
imo each otber). Look out for it elsewhere.. By 
the way, Albert sometimes starts playing a run 
which will fi the impending chord, yet it doesn’t 
seem quite appropriate forthe then-current chord. 
But top players - Larry Carlton springs to mind ~ 
adopt this kind of approach; by anticipating the 
upcoming chord it makes the music sound all the 
more settled when everything resolves, falling 
into place nicely. I needn't be `outside' playing. 
Just check out how Albert employs the C blues 
scale in bar 38 and in the outro too ~ it works, 
doesn't n? 

Bar 25 incorporates a simple, but interesting, 
idea: using an open string instead of a fretted one 
s part of a line or melody. Bar 32 seems like 
Albert was fishing around but there's nothing 
offensive. The lesson here is not to panic - target 
a good note and stay cool! 

Bar 40 contains a typically straightforward 
run. Find it in another guise coming out of bar 45 
and a permutation thereof in bar 7), plus a 
transposition halfway through har 95, 

Next, the A section is about to repeat and 
Albert adopts a slightly more bluesy approach at 
first, Bar 41 sounds rather brassy, especially with 
those cut-off stabs, which are emphasised by 
being played off the beat (syncopated) for a while. 
Bars 43/44 comprise a Lydian +7 modal idea 
which you could think of as being Mixolydian 
# as well. To temper that jazzy stuf, in bar 46 
Albert quite naturally drifts into the simple C 
major scale and retains the pattern while it 
transforms ito the G Mixolydian mode (the notes 
of which originate from C major 

I'm sure the last note of bar 48 is an open 
string, sa bar 49 could possibly be played on the 
4th and 3rd strings around the 7th position, but | 
believe it to be as per my TAB indications. Bar 50 
should be dealt with accordingly. Crucially, bar 
51's ‘Country Boy’ reference confirmed to me that 
Albert was indeed in open position and had to 
have been thereabouts immediately prior to that ~ 
1 kind of worked backwards through my 
transcription for a few bars to piece it all together: 
Think about it 

Bar 57 is another trademark lick: a double-stop 
with two single notes, typically the 5th and 7th, 
sometimes the 6th scale step. serving 10 create a 
Inon of sorts ~ an astinsto ficure in classical 
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72 for more formation. 


E REMEMBER termo 
ard signs are ΤΗΝ. 
explained on page 92 


a hearty thank you 
Tasks to Pl Hao, Bron 
Hosson Mae Bery ame 
apis nab a See E 
ram ls Mar for 
tie hin puting ma 
terca feat ανν Ar 
pho traes ta a Cub Aga, 
Sauren, fo ng so 
μυών he 


proto toot 


"μμ. Τὺ το 


speak. Here, | think Albert used an open 
G stin 
that only because it fits the C chord (he 
ld normally 
partial b 
In bar 71, and 
elsewhere, 


he 5th, but 1 guess he di 


triplets which, 
especially at high 
προς really καν. 
s attention! Incident 
Mason also 
sextuplets [two successive triplets, 
effectively) as an occasional rhythmic 
feature, Think: "b'diddly-diddly’, εἰς 
Coming out of bar 80 there's 
dence of Albert's rockier leanings: 
unison bends going along the neck 
Carlos Santana would do such moves 
using an aggressive pick attack and 
with distortion, but Albert's clean tone 
and snappier attack keep it distinctively 
Albert’, if you know what I mean. By 
the way, as write this I find it 
interesting that Allert seems to be 
starting sections and sub-sections with 
blues phrases of sorts I couldn't say 


whether he's doing that deliberately or 


consciously, it's just an observation on 
Bar 92 involves a speedy position 
don't 

realise how difficult it is to perform 


shift, the son of thing which 


with ease — the true mark of a master at 
work. Heading into bar 95 you'd be 
forgiven for thinking that the rhythm 
slips a bit, but check out what I perceive 


the idea to be and you might be 
shocked by Albert’s deftness, I'm not 
saying he thought o 

notes here, but the line he played is 
remarkable 

tricky situation, No amou 
can prepare you for that sort of thing; 
you need to be thrown in at the deep 
end and go for it, as such, 

Bar 97 made me chuckle somewhat! 1 
thought I knew most of Albert's subtle 
trademark lick, or at least that's my 
perception of it. To explain: Albert 
typically plays (groups off triplets that 
include an open string and usually 
involving relatively simple scale-based 
ideas, but here the accompaniment 
starts on F, so the open B string 
the flattened Sth or sharp 111 
Jazzy, wouldn't you say? He keeps the 
momentum going by merely repeating 
the motif against the next two chords, 
Fé diminished and then C - it all works, 

Bar 107 introduces 6ths - country 


guitar teachers often ge on ab 


for how it got him out of a 


t of practice 


E! 


hut here, as you can see, Albert uses them as a 
Ahiow-avay and not a feature. To add to the 
¡casual nature of the ending, Albert stays with 
Some fairly basic Chuck Berry-style rock'n'roll 
cas before a final cliché ~ fearlessness has been 
the name of the game from start to finish! 

Albert Lee remains right at the top of his 
profession, yet I for one occasionally take his 
playing a bit for granted. Get your guitar out 
Though, play along to the backing track (after 


earning as much of the transcription as you 
dare) and see if you can play as well as Albert 
does. Re driven and inspired to play better, that's 
what 1 say. 

Finally, and stil on a personal note, [ve never 
wanted to copy Albert - all the transcribing work 
Ive ever done is a job (albeit an enlightening one) 
— yet Ive always wanted to be as good as him, if 
you sce what | mean. Playing endlessly is the 
only way forward... gt 
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